George Herriman's comic strip Krazy Kat has been discussed in mythic terms for more than half a century. This article argues that much of this 'mythology' has not been founded on the material itself, but rather on memories and recollections of readers and critics. Using Walter Benjamin's notions of cult value and exhibition value, this article investigates the historical circumstances that shaped the most prominent of these recollections to show how writers like Gilbert Seldes and E. E. Cummings shaped the myth of Krazy Kat to create an 'aura' of genius around a work that was largely inaccessible to most readers.
Introduction
George Herriman's comic strip Krazy Kat has been discussed in mythic terms (e.g. Sommer 1973 ) for more than half a century. Fans and critics has tended to frame the strip's central relationship between Ignatz Mouse and Krazy Kat as a kind of modern allegorical myth that illuminates the complexities of love, democracy, madness, civilization, god… take your pick. To Umberto Eco (1985) , Krazy Kat reproduces 'the myth of Scheherazade', while for Gary Engle (1984: 32 ) the strip's central relationship is 'something Oedipal'; Arthur Asa Berger sees Ignatz as representing a spirit of antiauthoritarianism and anarchy (Berger 2008) , while Leo Zanderer Herriman's calls Herriman's characters parallel to 'Beckett's trapped comictragic figures in Waiting for Godot' (Zanderer 1987: 9) . In E. E. Cummings' frequently reprinted 1946 foreword to Humphrey: The Cult of Krazy Kat 3 (Benjmain 2007) , around the same time that Krazy Kat strips were collected into a book for the second time (Herriman 1969) . Benjamin discussed how the ability to reproduce art on a massive scale changes the function of art in society, which provides a useful framework for examining the way society has valued comic strips in general and Krazy Kat more specifically. Benjamin noted that ' even the most perfect reproduction of a work of art is lacking in one element: its presence in time and space, its unique existence at the place where it happens to be' (Benjmain 2007: 220) . Benjamin argued that this process of reproduction separated art from its ' aura', or the uniqueness of its presence. This unique ' aura' that furnished a work of art with its cult value dissipates in mechanically reproduced art. In the place of this receding cult value, reproduction creates exhibition value, the ability of a work of art to be collectively discussed and analysed. Cult value and exhibition value should not be understood as a binary system; a work of art does not have either one or the other, but may possess both in varying qualities. Under Benjamin's definitions, the comic strip as a mass medium designed around reproduction, lacked the ' aura' and cult value of art before the age of mechanical reproduction. However, comics' exhibition value was also constrained by the disposable qualities of newspapers, and the way that newspapers derived their importance from the place and time of their publication.
Krazy Kat comic strips were printed daily, almost never repeated, and regularly thrown away by almost everyone who read them. The comics were printed in different formats in different papers, and their context and visual qualities would vary by geographic region. Although today Krazy Kat can be discussed on the same grounds as art or literature, when it was printed it was a phenomenon more akin to weather patterns, ubiquitous and ephemeral, like morning dew, or falling leaves. Jeet Heer has remarked how 'the repetition of the plot, day in and day out' calls to mind themes of reincarnation (Heer 2011a) , and just as the sun rises every day, so too, for 31 years, was Krazy daily beaned by a brick.
Initially, fans of Krazy Kat may have seen little need to collect it for posterity since it would reappear anew each morning. The exhibition value of the original newspaper strips then, was temporary, and critics like Umberto Eco (1985) and Robert Warshow (1946) have argued that the meaning and value or Krazy Kat cannot be separated from the strip's temporal qualities. Less remarked upon have been the geographical qualities of the strip -it was only printed in newspapers published in particular areas, and appeared in slightly different configurations in each newspaper, which meant there was never a 'standardized' format for critics to discuss.
These temporal and geographical factors also constrained discussion and analysis of the strip, and for decades scholarly discussions of Krazy Kat generally took the form of ' endorsement rather than of interpretation' (Gopnik 1986) . Sarah Boxer has argued that 'Krazy Kriticism' has hardly developed since early glowing reviews of Herriman's work a century ago, noting that the recurring theme of writing about
Krazy Kat basically this:
Krazy Kat is perfect and Herriman is a genius -linguistically, graphically, poetically, onomatopoetically, every which way. Confronted with such perfection, most of Herriman's critics, once they finish reciting plot, affecting accents, and making comparisons to classics, have always thrown up their hands and said, "Behold!" (Boxer 2012 ).
The lack of insightful analysis about Krazy Kat is not related to the content or quality of Herriman's work, but to the way it has been published, reproduced, collected and recollected. In the face of Krazy Kat's limited exhibition value, critics and fans of the strip have worked to establish an aura of cult value around the strip. Because large portions of Herriman's Krazy Kat remain unavailable to almost all readers, and because it is no longer possible to read the strip in its original newspaper format outside of archives, this article argues that the aura and cult value of the strip is largely based around the recollections of earlier readers. Principally, it is the interpretative work of Gilbert Seldes, and later of E. E. Cummings, that was responsible for successfully establishing the cult value of Krazy Kat, while also constraining the critical discussion of Herriman's work.
Through investigating the circumstances which shaped these early readings of Krazy Kat, and tracing them back to particular strips and publishing initiatives, it is Humphrey: The Cult of Krazy Kat 5 possible to gain a better understanding of the historical forces which shaped Krazy Kat, and the conversation that established its reputation as a masterpiece of comic art despite its restricted exhibition value. This case study is an example of how media texts that are ephemeral or otherwise unfixed can become cultural objects on the basis of cult value that is established through remembered recollections from critics, in addition to the exhibition value created by fixed ' collections' that represent the text. This discussion shows that both these processes are problematic, as recollection and collection must necessarily eliminate various qualities of the original text, reducing its meanings and constraining potential discussion.
Relying on Recollection
What can be said about comics is largely dependent on the availability of reprint collections, and these collections are, in turn, most often motivated by fond memories and recollections of previous readers. For example, Qiana Whitted lamented that while her research on the much-celebrated EC Comics line 'greatly benefits from the initiatives of fans that have worked hard to keep reprints in circulation,' other comics which remain uncollected except in research library archives, are generally unstudied and largely forgotten (Whitted 2014 ).
The rarer a comic is, the less it can be reliably discussed. Glyn White argues that literary criticism can only exist where an accepted, fixed version of a text is widely available:
It is only while dealing with a printed text (and one that has not become a rarity) that a literary critic can reasonably expect to share knowledge of that text with readers. The mechanical reproduction of the text allows you to check your own copy, and for us to discuss the novel. Without print the usefulness of that which the scholar discovers in the manuscript, and indeed that which creates an environment in which there is interest in the manuscript, would disappear (White 2005: 26) .
Like all newspaper strips, Krazy Kat was mechanically reproduced in large quantities, and made widely available, but it was not designed for collection or (Tisserand 2016: 278) . However, Baldwin admitted that aside from referring to a strip that he had on his desk while writing, his analysis was 'unfortunately altogether dependent on my memory' (Baldwin 1917: 806) .
The same problems plagued the writer who most shaped the discourse around Krazy Kat, critic Gilbert Seldes, 'Herriman's most perceptive (and persistent) fan' (Tisserand 2016: 296) and sighing for Ignatz', before going on to recap the episode in considerable detail (Seldes 1922: 108) . Seldes' recollection of that particular strip would play a hugely Humphrey: The Cult of Krazy Kat 7 important role in the discourse about Krazy Kat for the next half century, so it is worth examining its context more closely.
Establishing Cult Value: Krazy Kat in Vanity Fair
The 'Hawana cigar' strip marked the apex of a brief 1922 campaign to expand the Krazy Kat franchise and increase its cultural capital. Krazy Kat had previously been the subject of children's merchandise and two extremely short-lived series of theatrical animated shorts, but this 1922 campaign seems designed to appeal to more sophisticated audiences. The Vanity Fair article marked a significant event in both men's careers (trivally, but tellingly, Seldes commissioned Herriman to design his Christmas cards that year (Yoe 2011: 34) Seldes was well aware of the problem that this presented. In the Vanity Fair article he apologized for his fawning but incomplete descriptions of Herriman's work, lamenting, 'It isn't possible to retell these pictures.' When he revised this article into a chapter for The Seven Lively Arts, he added a small plea: 'but that is the only way until they are collected and published' (Seldes 1924: 237) . Reprint collections of comics were far from unprecedented; in 1887 a square-bound book reprinted Richard F.
Outcault's The Yellow Kid strips from the previous year, and it was followed by more books reprinting other popular strips like Mutt and Jeff and Bringing up Father over the next two decades (Gabilliet 2010 'Hawana cigar' Strip, which involves Ignatz accidentally hitting Offissa Pupp with a brick, leading to a physical altercation between the two. Seldes noted that up to this point, the action had been basic slapstick, but the grace note was, 'the final picture of Krazy beholding the pursuit … muttering: "Ah, there him is-playing tag with 'Offisa Pupp'-just like the boom compenions wot they is." It is this touch of irony and pity which transforms all of Herriman's work… to something profoundly true and moving' (Seldes 1922: 104) .
In Cummings' retelling, the moment is recast in even more mythic terms:
'[Krazy's] unknowable wisdom blossoms in almost every episode of our meteoric burlesk melodrama; the supreme blossom, perhaps, being a tribute to Offissa Pupp and In fact, this process can be seen in the reproduction of Krazy Kat in book form.
The republication of the strips in a bound volume served liquidate the strip's original form and purpose as part of a newspaper which obtained its value through its date and place of publication. The original context of the comics needed to be culled in order for its exhibition value to be extended.
In the place of the strip's original ritualistic rhythm in the daily lives of its readers, where Karl Llewellyn effusively proclaimed that Krazy Kat's kop was a symbol of the ideal officer, and that 'never in history, before Herriman's Offissa Pup, has an artist done, for lawyer and for layman, the true essence of our job, for all of us to see together' (Llewellyn 1947: 337) . To modern readers, this Cummingseque analysis 'while admirable, remains deeply unsatisfactory' (Dahlman 2012: 37) .
Before Krazy Kat had been collected into a book, Seldes lamented that the only way to talk about the strips was to attempt to retell them, an impossible task which insufficiently represented the work. Following the Holt book, it became clear that reprinting a work of cult value as large as Krazy Kat and transforming it into a work of exhibition value is necessarily also an act of retelling, or recollecting.
New Collections; Renewed Recollections
It would be more than two decades after the Holt book before a different collection we all been luckier. (Gopnik 1986) A review by John Canaday was representative of the discourse about Krazy Kat:
'He/she was, and remains, invulnerable to reduction, one of the great romantic figures of all time and -I've got to say it -a humanistic symbol of tremendous stature' (Canaday 1968) . This reading of Krazy Kat as containing great mythic or symbolic value is largely a product of critics responding to the posthumous collections of Herriman's strip which were preceded by Cummings' foreword. 
Systematically Establishing Exhibition Value

Conclusion
The ways that Krazy Kat has been collected and stored over the years changes how we read it, how we remember it, and how we write about it. This is a standardisation that has been called for since Seldes' day, a laying to rest of the multiplicity of editions and temporal sprawl that characterised Krazy Kat's original publication.
This re-collection has changed Herriman's work from the way it was originally read, but it makes it possible for it to be read anew and studied in a way that was not possible, and perhaps not even conceivable when the strip was 'live.' These projects It is possible to imagine a fourth age of Krazy Kat criticism, which will commence when, and if, the systematic republication of Herriman's daily strips is complete, and the entire corpus of Krazy Kat is laid bare for analysis. Of course, even this version will be unable to replicate the context of the strips as they were originally printed, on particular days and in particular parts of the United States. I suspect that even when Krazy Kat's exhibition value has far outweighed its cult value, critics and readers will still find reasons to return to the strip. Benjamin suggests that ' one of the foremost tasks of art has always been the creation of a demand which could be fully satisfied only later' (Benjamin 2007: 237) . We can see this in the struggle between kat, mouse and kop, where pleasure is derived from anticipating how the next variation of the theme will unfold. We can also see it in the collections republications of Krazy Kat strips, where there is seemingly always more left to reprint, and to collect.
Editorial Note
Following Norman Friedman, the editors opted for using 'E. E. Cummings' instead of ' e e cummings' on this article (Friedman 1992: 114-121) .
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